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Average Number Items Carried In A Supermarket

42686
Source: Food Marketing Institute.
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+ Main Functions

In store Navigation ProductSearch

Recipe Suggestion Instant Check Out

Live Shopping Scanner



+ Features

EFFICIENT SIMPLE SAVE !
MONEY



+ Main Competitor



Walmart iPhone/ iPad app 



Scan and go function!

UI is very neat and simple!

Clear direction!

Can search the product by barcode or keyin

PROS

CONS

Hard to find the coupon for specific product!

Have to check the ad store by store on map



+ Competitive Matrix



{Technology is changing how people shop for groceries.{



+ Target Audience

People with busy life and have to take care  
their family and children. 



Persona 1

KATRINA
ACCOUNTANT + 

“I don’t have much time for grocery shopping  

but I always spend too much time 

to compare different organic products.”

Persona 1



Persona 1



Proof of concept video



SMART CART

PRODUCT SENSOR AROUND THE CART



iPad Shopping iBeaconRFID 

+ Technical - Hardware



Cloud Data Storage  Visual Development 

Adobe Photoshop 

Adobe Illustrator

</> 

HTML/ CSS 

JavaScript/ jQuery

iBeacon  

+ Technical - Software



+ Site map



+ Wireframe
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 Principle of UX
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Type Forms
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Tangram

Suk Wai Chong (Theda)
Project 2.0
Proto Typeface
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counter

square-tipped serif

straight stem

crossbar

descender

terminal

return stroke

waist

spine

tail

Suk Wai Chong (Theda)
Project 1.0
Type Anatomy

6 6f f

bb

CON ECT IONN

ARKINGP

GAR ALDE
1 9 3 4

HUMANIST   GARALDE    TRANSITIONAL   DIDONE   SLAB SERIF   LINEALE

G aralde include some of the most attractive and well-designed text faces in 

current use. They are highly legible  but visually l ively,  particularly in the crisp 

angular forms of the A ldines.  As with most historical ly based faces,  the adaptation 

of these letters  for changing print t echnologies has had varying effects  upon their 

integrity of form. Digital  adaptiations of the Aldines,  in particular, can appear anemic 

or underweightedl too great a fidelity to the original type can lead to diminished impact 

when printed to present-day tolerances. The term “Old-style” should not be confused with 

“Old-face;” Old Style is a 19th-century type form. The term “style” is significant and should 

be undershood in the sense of “in the style of,” meaning not the genuine thing, but emulation 

or similar to it. Although the Modern face dominated most publications—especially early in 

the 19th century, it was not used exclusively. 

The term Garalade is used within the Vox System and is also known as Old style, or Old Face. This category began 

with the designs of the punch cutter Francesco Griffo who worked for Aldus Manutius. Its influences were Italian 

Renaissance, and the Carolingian minuscule from the medieval manuscripts. Garaldes thick and thin strokes, 

sharper in appearance, and they have an angel of stress rises from the baseline and aims slightly left. Their serifs 

are lightly bracketed, and the top serifs of the lowercase letters are at an angle creating a wedge-like shape. During 

these times Fleurons and large initial letters were used in typographic compositions. All typefaces originating in 

hand cut punches showed a considerable variation of form according to size, with the serifs relatively heavier and 

the modulation of stroke width less pronounced at smaller sized. These considerations are crucial to the effective 

design or adaption of garalade faces, and distinguish quality recuts and original faces in the Garalde tradition. ¶ In 

1530, French typographer Claude Garamond developed the first printing typeface that did not mimic handwriting. 

He was one of the type designers that followed the invention of Gutenberg’s movable type. This type face varies 

in width, however, the letters are precisely the same height. 

characterist ics

A  Q  R
1. Top seri fs  are roof-shaped    2.  Axis  t i l ts  to the left     3.  Base seri fs  are s l ightly rounded

1
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theda chong   |   type forms   |   project 8 :  summary poster

Slab Serif is a type of serif 
typeface characterized by thick, block-
like serifs. Serif terminals may be either blunt and 
angular, or rounded. Slab serif typefaces generally have 

no bracket. Some consider slab serifs to be a subset of modern serif typefaces. 

becase of their bold appearance, they are most commonly used in large headlines 

and advertisements but are seldom used in body text. One recent exception to the 

general lack of the use of Slab Serif in body text is Egyptienne, a font designed 

for the newspaper The Guardian in the UK, which is used throughout the paper and 

within its body.

Another common exception to this  rule is  in the use of  monospaced text, many fonts for which are 

modeled on the typefaces used by typwriters. Slab ser ifs  font  l ike Rockwell  was generally used for the 

informational  signages, posters and books l ike 1990s edit ion of  Gunness World Record. Moreover the 

CW television network also uses Rockwell  in i ts  on air  identi ty since 2009. Rockwell  has d is t inc t ive 

quali t ies in each and every letter. First ly, the bars at  the apex of  the upper case 'A'  and the depp 

ser if  that  can be seen on the 'T '  and 'L ' . The half  seifs  on the lower case 'm'. The long counter of  the 

'G' . These reinforce ideas of  l iner quali t ies of  the typeface. The orginal  Rockwell  was produced by 

inland type foundry in the 1910, which issued i t  as Li tho Antique. I t  is  an American typeface and was 

inspired by the carl ier European Slab Square ser if  typefaces. Morr is Fuller Benton revived the type 

in the 1920. Adding on, Rockwell  was redesigned and published in 1934 by Monotype in a project  by 

Frank Hinman Pierpont.

character i st ics

A  Q  R
1. Top bar    2. Wave tail    3. Stem
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SLAB SERIF
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LINEALE

GAR ALDE

HUMANIST   
GARALDE    
TRANSITIONAL   
DIDONE   
SLAB SERIF   
LINEALE

G aralde include some of the most attractive and well-designed text faces in 

current use. They are highly legible but visually l ively,  particularly in the crisp 

angular forms of  the A ldines.  As with most historical ly based faces,  the adaptation 

of  these letters  for  changing print technologies has had varying effects upon their 

integrity of form. Digital adaptiations of the Aldines,  in particular, can appear anemic 

or under weighted too great a fidelity to the original type can lead to diminished impact 

when printed to present-day tolerances. The term “Old-style” should not be confused with 

“Old-face;” Old Style is a 19th-century type form. The term “style” is significant and should 

be undershood in the sense of “in the style of,” meaning not the genuine thing, but emulation 

or similar to it. Although the Modern face dominated most publications—especially early in 

the 19th century, it was not used exclusively. 

The term Garalade is used within the Vox System and is also known as Old style, or Old Face. This category began 
with the designs of the punch cutter Francesco Griffo who worked for Aldus Manutius. Its influences were Italian 
Renaissance, and the Carolingian minuscule from the medieval manuscripts. Garaldes thick and thin strokes, 
sharper in appearance, and they have an angel of stress rises from the baseline and aims slightly left. Their serifs 
are lightly bracketed, and the top serifs of the lowercase letters are at an angle creating a wedge-like shape. During 
these times Fleurons and large initial letters were used in typographic compositions. All typefaces originating in 
hand cut punches showed a considerable variation of form according to size, with the serifs relatively heavier and 
the modulation of stroke width less pronounced at smaller sized. These considerations are crucial to the effective 
design or adaption of garalade faces, and distinguish quality recuts and original faces in the Garalde tradition. ¶ In 
1530, French typographer Claude Garamond developed the first printing typeface that did not mimic handwriting. 
He was one of the type designers that followed the invention of Gutenberg’s movable type. This type face varies 

in width, however, the letters are precisely the same height. 

characterist ics

A  Q  R
1. Top serifs are roof-shaped    2. Axis tilts to the left    3. Base serifs are slightly rounded
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Lineale typefaces are simply those that are lacking the small projection 

features  known as serifs at the end of their strokes. The first san serif 

typestyle appeared in an 1816 specimen book from the typefounder William 

Caslon IV. There lineales can be categorized into three styles: grotesque, 

humanist, and geometric. Mainly appearing at the time of the clinical Swiss 

Typography after the Second World War, their use had been mostly conflined 

to headings; they were seldom used for reading text, but started to be used 

much frequently with the advert of Helvectica in 1957. San serif typefacess 

are always virtually no visble thick/ thin transition in the strokes; the 

letter forms are the same thickess all the way around.

Lineale fonts have become prevalent for display of text on the web and mobile devices, in part because on low 

resolution displays, fine details like the serifs can disappear or seem too large. Univers is a neo-grotesque 

san-serif typeface. It was designed by the Swiss designer Adrian Frutiger in 1954, and released in 1957 by 

Derby & Peignot. The typeface was based on the 1898 typeface Akzidenz-grotesk. Some destinct characteris-

tics include the square dot over the lowercase "I", and a double story lowercase "a". The Univers family consists of 44 

faces, along with 16 numbered weight, width and postion combination. GROTESQUE—Early sans-serif design, such 

as Grotesque, Akizdenz Grotesk and Franklin Gothic. The type appears dark and monotone overall giving it a robistly 

modern look. HUMANIST—These are the most calligraphic of the san-serif typefaces, with some variation in line 

width and generally more legibility than otoer sans. GEOMETRIC—Typefaces based on geometric shapes, very mod-

ern look and feel, tend to be the least useful for body text.

CHARACTER IST ICS

A  Q  R
1. Dropped crossbar    2. Vertical axis    3. Without serifs
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LINEALE
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Adobe  
Garamond  
Pro

Line Spacing 8 / 8    |  + 25  Tracking  
  
The distance from the baseline of one line of type to another is called line spacing. It is also called leading, in reference 
to the strips of lead used to seperate lines of metal type. The default setting in most layout and imaging software is 120 
percent of the type size. Thus 10-pt type is set with 12pts of lin spacing. Designers play with line spacing in order to 
create distinctive alyouts. Reducing the standard distance creates a denser typographic color — while risking collisions 
between ascenders and descenders. 

8 / 10    |  + 25  Tracking  

The distance from the baseline of one line of type to another is called line spacing. It is also called leading, in reference 
to the strips of lead used to seperate lines of metal type. The default setting in most layout and imaging software is 120 
percent of the type size. Thus 10-pt type is set with 12pts of lin spacing. Designers play with line spacing in order to 
create distinctive alyouts. Reducing the standard distance creates a denser typographic color — while risking collisions 
between ascenders and descenders. 

8 / 12   |  + 25  Tracking  

The distance from the baseline of one line of type to another is called line spacing. It is also called leading, in reference  
to the strips of lead used to seperate lines of metal type. The default setting in most layout and imaging software  
is 120 percent of the type size. Thus 10-pt type is set with 12pts of lin spacing. Designers play with line spacing in order 
to create distinctive alyouts. Reducing the standard distance creates a denser typographic color — while risking  
collisions between ascenders and descenders. 

8 / 16    |  + 25  Tracking  

The distance from the baseline of one line of type to another is called line spacing. It is also called leading, in reference 

to the strips of lead used to seperate lines of metal type. The default setting in most layout and imaging software is 120 

percent of the type size. Thus 10-pt type is set with 12pts of lin spacing. Designers play with line spacing in order to 

create distinctive alyouts. Reducing the standard distance creates a denser typographic color — while risking collisions 

between ascenders and descenders. 

Alignments 

Flush Left 
8 / 12    |  + 25  Tracking  

In flush left/ragged right text, the lift edge is hard and the right edge soft. Word spaces do not fluctuate, so there are never 
big holes inside the lines of text. This format, which was used primarily for setting poetry before the twentieth century, 
respects the flow of language rather than submitting to the law of the box. Despite its advantages, however, the flush left 
format is fraught with danger. Above all, the designer must work hard to control the appearance of the rag that forms along 
the right edge. A good rag looks pleasantly uneven, with no lines that are excessively long or short, and with hyphenation 
kept to a minimum. A rag is considered “bed” when it looks too even (or too uneven), or when it begins to form regular 
shapes, like wedges, moons, or diving boards. 

Flush Right 
8 / 12    |  + 25  Tracking  

Flush right/ ragged left is variant of the more familar flush left setting. It is common wisdom among typographers that flush 
right text is hard to read, because it forces the reader’s eye to find a new postion at the start of each line. This could be true

or it could be an urban legend. That being said, the flush right setting is rarely employed for long bodies of text. Used in 
smaller blocks, however, flush right text forms effective marginal notes, sidebars, pull quotes, or other passages that comment 

on a main body or image. A flush or ragged edge can suggest attraction (or repulsion) between chunks of information

Centered 
8 / 12    |  + 25  Tracking  

Centered text is symmetrical, like the facade of a classical building.  
Centered type often appears on invitations, title pages, certficates, and tomb stones.  

The edge of a centered column are often dramatically uneven.  
Centered lines should be broken to emphasize a key phrase (such as the name of the bride or the date of her wedding)  

or to allow a new thought to begin on its own line. Breaking lines in this manner  
is called breaking for sense. 

Justified  
8 / 12    |  + 25  Tracking  

Justified text, which has even edges on both the left and right sides of the column, has been the norm since the invention 
of printing with movable type, which enabled the creation of page after page of straight-edged columns. In metal type 
setting, the printer justfies each line by hand, using small metal spacers to alter the spaces between words and letters 
and thus make all the lines the same length. Digital typesetting performs the same labor automaatically. Justified type 
makes efficient use of space. It also creates a clean, compact shape on the page. Ugly gaps can occur, however, when the 
line length is too short in relation to the size of type used. Hyphenation breaks up long words and helps keep the lines 
of text tightly packed. Designers often use negative tracking to fit additional characters on a line, or positive tracking  
to even out a line of type that looks too loose.

Various forms of 
dysfunction appear 
among populations 
exposed to 
typography for long 
periods of time. 
Listed here are a 
number of frequently 
K>OANRA@�=BŃE?PEKJO��
disorders

Typophilia

An excessive attachment to and fascination 
with the shape of letters, often to the 
exclusion of other interests and object 
choices. Typophiliacs usually die penniless 
and alone.

Typophobia

The irrational dislike of letterforms, often 
marked by a preference for icons, dingbats, 
and—in fatal cases —bullets and daggers. The 
fears of the typophobe can often be quieted 
(but not cured) by steady doses of Helvetica 
and Times Roman. 

Typochondria

A persistent anxiety that one has selected the 
wrong typeface. This condition is often paired 
with okd (optical kerning disorder), the need 
to constantly adjust and readjust the spaces 
between letters.  

Common 

Typographic  

Disorders 

1. type classification posters
2. visual semaemts
3. structure (optically improvised)
4. type classification posters
5. proto typeface
6. alignment & line spacing
7. type classification posters
8. type anatomy
9. type classification posters
10. structure (grid system)

1
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TIMELINE

SUMMER 2014 
Midpoint Review 

Presentation

FALL 2014 
Research 

UX Testing

SPRING 2015 
Back-end development 
Front-end development

SUMMER 2015 
Back-end development 

Final UX Testing
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Conclusion



THANK YOU !


